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Rashomon Movie Review
The process of recording moving pictures on a storage media is known as cinematography. It's an image-based language that helps a film communicate with its audience by assisting in the relaying of the plot or message of the film. Many factors influence this, including camera angles and motions, as well as lighting (Braselmann, 2019). These elements are critical to cinema and movies since they contribute so much to the meaning of a film. Camera angles, visuals and lighting assist movies in conveying their meanings, tone, mood, and general atmosphere, as well as how a spectator might perceive the film.
Rashomon is a Japanese film based on Rynosuke Akutagawa's short tale In a Grove. The plot of the film focuses around the murder of a Samurai, as portrayed through the eyes of four distinct people. The video begins with three guys, a commoner, a woodcutter, and a monk, huddling behind the Rashmon Gate in Kyoto to remain dry during a severe downpour. The woodcutter has just discovered the body of a slain samurai and is called to testify in court. The narrative of how the samurai was slain is then told in four unique retellings from four different character perspectives. Each version differs somewhat, but they all account for the samurai's death at the hands of a bandit who may also have raped the samurai's wife.
The usage of visual texture blocks, or plaques, is the first and most essential component of Rashomon. The huge gate; the courtyard of the magistrate's office, or police station, where the witnesses testify; and the woodland, where the stories of rape or seduction, as well as murder or suicide, take place, each have their own visual 'feel.' As previously said, the gate scenes are soaked with rain. Each of these gate sequences is seen – and heard – through torrents until the very last minutes, which is usually accentuated by being shot from ground level so that we can see the rain hitting the soil.
The woodland, for example, is dappled with sunshine and full of movement; horizontal as the actors walk ahead, vertical as the camera regularly looks up at the sun and surrounding towering trees. These three unique textures – the woodland, the courtyard, and the gate – are, first and foremost, aids in the comprehension of a complicated narrative: we always know where we are. The dark setting at the gate for the dialogue between the disturbed woodcutter, the concerned priest, and the cynical commoner; the calm space of remembrance and testimony in the police station; and the kinetically lit and arranged setting in the front give a contrapuntal element.
The sense of motion in those woodland scenes is the final important aesthetic component of Rashomon (Frisch, 2019). ‘I nearly always utilize two or three cameras. Kurosawa once stated (Frisch, 2019). As though flying from one piece to another, I clip the film freely and splice together the bits that have caught the action most powerfully.' He made this distinctive use of motion in motion films his own, and nowhere was this more 'forcefully' demonstrated than in the woodland sequences of Rashomon. The camera hovers, darts, glides, and swoops like a securely skimming bird in the jungle, where there is risk to humans and, more importantly, danger to truth.
The camera angles in the first woodland part, the tone is set immediately away. At the end of the film's opening gate sequence, we're looking down from high above at the guys cowering down in the rain. After hearing the samurai's account, we shift to a close-up of the woodcutter's face as he begins to tell his story: the first, abbreviated version, before he later reveals the whole truth. Then, as the camera goes forward, there's a fast transition to dazzling light shining through tree branches, accompanied by the sudden arrival of powerful, rhythmic music.
[bookmark: _GoBack]The woodcutter is shown striding forth with his axe gleaming in the sun on his shoulder in the next shot. In addition to accentuating the burst of brightness and bringing movement into the video, according to Myers & Bachkirova, (2020), this camera movement accomplishes two goals. First, one of Rashomon's key themes is conveyed by the moving camera photographing the woodcutter from a variety of angles: what may be called not only the relativity of reality but the subjectivity of all human perception, depending on the perspective or angle of the one speaking or perceiving. Second, there's a commenting, almost-teasing tone to the camera movement here.
Kurosawa ensures that his camera movement, which is beautiful in and of itself, is inextricably linked to the subject matter. As previously stated, the bandit and the samurai battle twice: once in the narrative of the bandit and once in the story of the woodcutter. The guys fence beautifully in the opening round. The second battle, on the other hand, is a frenetic brawl in which both guys appear to be inept. The camera hops around them in both meetings, intensifying the fever, but the camera rhythms and viewpoints fit the nature of the battle in each case: in the first, the camera acts as a heavenly observer or referee, while in the second, it acts as a diabolical, devolving imp.
Kurosawa's use of "dappled" light throughout the picture adds to the ambiguity of the people and locations. The wife falls in to the bandit's wants when she sees the sun, which is a unique usage of sunlight to signify evil and vice in the film. Unfortunately, the finished image seems hopeful since the weather was too bright and clear to simulate an overcast sky.
In conclusion, Rashomon might have been little more than a concept picture, an intriguing idea encased in a poor film. Akira Kurosawa, on the other hand, offered us a film that is equally rich in character and vision. It was so popular that the title became associated with the narrative technique, and four separate witnesses may provide four distinct versions of the events.
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